repair damage or loss of some sort. The manuscript is not without inconsistencies, but these do not seem to be connected directly with the provision of new leaves.
The distribution of original and newer leaves is as follows: The older musical notation is typical of Parisian books of the later twelfth century, and is most nearly comparable with that in Paris, Bibliotheque Ste Genevieve, MS 93, or Paris, Bibliotheque Nationale, MS fonds latin 17328. 4 The oriscus used to indicate a repeated note is still clearly visible, and the first element in the pes subbipunctus is turned to the right (see Fig. 1 and PL I). Table   9 Ibid., p. What the search of books from outside Paris also shows is how progressive Paris was by comparison with other centres. Whereas about two-thirds of the repertory at Chartres and Rouen, for example, was old-style, only a quarter of the Paris repertory consisted of 'first-epoch' sequences.
Of the 21 sequences in Table I (not counting those which borrow parts of other sequences) and the five in Table II, all appear in Table III . This is hardly surprising, for the cause of their popularity in northern France generally was presumably also the cause of their survival in Paris. Least popular elsewhere in the area among the sequences definitely attested for Paris were 'Christi hodierna . . . Celica resonent' and 'Mundi etate octava'. 'Salve porta perpetue' hardly survived anywhere beyond the twelfth century.
Some of the nineteen sequences in Table III which were not in Tables I and II Assisi 695 is a late thirteenth-century source of unknown origin. Since the manuscript has been discussed several times before, 12 it will suffice for present purposes simply to bear in mind that its sequence collection is mainly an amalgamation of Paris and Reims repertories.
Given the connection of both books with Paris, it seems reasonable to assume that when they agree in small melodic and textual details it is because they are reproducing Parisian variants. In the course of work on a wide selection of northern French sequence collections I had cause to check the readings of nineteen sequences which Rouen 249 and Assisi 695 have in common, and discovered that in fifteen pieces their readings did indeed agree against other sources. 13 All fifteen sequences are in Table III, and for On only one occasion -the cadence at 'simbola' -does Assisi 695 go a different way from Rouen 249, but here it seems eccentric against all other sources. The agreement of these two sources at 'tertripertita', and to a lesser extent at 'cathegorizans' and 'per', is surely conclusive.
In conclusion, I must admit that until a thorough comparison of all known Parisian sources -a dauntingly large task -has been completed question marks will remain hovering over some details of the present study. Greater precision about the place of Rouen 249 and Assisi 695 in the Parisian tradition will undoubtedly some day be possible. If the enquiry has served to draw attention to a manuscript hitherto neglected, and to point out the possibilities of some methods of investigation, it will have fulfilled its modest purpose. The most important point of this brief study is not so much that the early Paris sequence repertory has been filled out a little. After all, one cannot claim for the repertory any particularly startling features. It remains true that the Paris sequence repertory became interesting only when the rhymed sequence was taken up, to an extent unparalleled elsewhere. The study may therefore have helped to throw into relief more clearly the extent and quality of the new achievements. More importantly, it shows once again how powerful a tool textual and musical variants are for tracing relationships between medieval sources.
